During the eighteenth century, the aesthetic preferences of the Orthodox Christian population in the Balkans continued to depend upon the tradition of Byzantine art, which had been the case throughout the period following the Fall of Constantinople. The painters were scattered all over the Balkans, where the Orthodox population had been accustomed since previous centuries to the tastes emanating from Byzantine artistic tradition. The Patriarchate of Constantinople and Mount Athos played a crucial role, on account of their religious and political status, in the movements of Orthodox painters, whose missions and apprenticeships they regulated to a considerable degree. The great number of paintings, the observation of the itineraries of Orthodox painters throughout the Balkan area of the Ottoman Empire and the shared aesthetic of these works supply evidence of the development of a common painting language among the Orthodox population of South-East Europe during the eighteenth century, just before the formation of the nation-states.
The subjects of the Ottoman Empire experienced significant changes in the eighteenth century as a consequence of the consolidation of Austria's power in the north, which had already been evident since the end of the seventeenth century, the restoration of the Venetian conquests in the south and the simultaneous humiliation of the Turks. Some of the residents of South-East Europe had the opportunity to come into close contact with the West through mass movements to the new territorial holdings of the Hapsburgs in Serbia, to Hungary and then to Central Europe. Inevitably, these movements had an impact on art, architecture and painting. At the same time, the long-lasting period of peace from the beginning of the eighteenth century to the start of the first Russian-Turkish War in 1768 facilitated the growth of trade and ports and promoted economic and cultural development in the South Balkans, especially from the 1750s onwards. One can witness this economic and commercial strength in the extensive building and decoration projects evident in churches and mansions.
The two most significant centres of Orthodox Christianity, the Patriarchate of Constantinople and Mount Athos, were also affected by the social and intellectual events of this era: the gradual decline of the Ottoman Empire, the dynamic presence of the Russians and the French, and the influx of the ideas of the Enlightenment. The 1774 Treaty of Kuchuk-Kainarji ensured not only navigation privileges but also the right to protect the Christian religion and churches throughout the Ottoman Empire. A little later, during Selim III's reign, a Greek intellectual, Konstantinos Koumas, observed that never before had so many and so beautiful churches been built in Turkey as in Selim's days. One of the main characteristics of that period of post-Byzantine art was the striking growth in the number of newly built churches in addition to the impressive increase in the number of painters.
The aesthetic preferences of the Orthodox Christian population continued to depend upon Byzantine art, which was the case throughout the period following the Fall of Constantinople. 1 Painters travelled all over the Balkans, where the authority and artistic superiority of Greek painters was acknowledged by an Orthodox population sharing the same religious beliefs and Byzantine artistic tradition. 2 The Patriarchate and Mount Athos were instrumental, on account of their religious and political status, in the movements of Orthodox painters and regulated their missions and apprenticeships. The crucial role of Mount Athos was grounded not only in the close relation between the monasteries and Serbia, 3 Bulgaria 4 and Moldo-Wallachia, 5 but also in the fact that it was recognised as a centre of Orthodox art. Furthermore, Thessaloniki and its surroundings constituted a centre where Athonite icons were commissioned and Balkan painters were trained. A characteristic example is provided by a Serbian painter who, trained in Thessaloniki, moved on to Decani in 1797, where he painted 69 icons. 6 Despite the cultural specificity of each region, it has been observed that already since the previous centuries significant ecclesiastical and in the Balkans -the rulers of Moldo-Wallachia, the church leaders of Pe≠, Ohrid and the monasteries in Dalmatia -had accepted and acknowledged Greek art, or rather the art of painters who were Orthodox and had a Greek education. It was these painters who were invited to decorate large churches and monasteries. Apart from the ecclesiastical foundations that operated under the aegis of Mount Athos and the Patriarchate of Constantinople, the rising urban and semi-urban centres attracted many painters. 7 Wealthy merchants and financially booming communities felt the need to decorate churches with works by wellknown painters. Orthodox painters from Greece travelled throughout South-East Europe and, more specifically, to countries such as Albania, Bulgaria, former Yugoslavia, Greece and Romania in order to work.
Travelling across an area without borders, the population of the territories under Ottoman occupation used the Via Egnatia as a stable point of reference. Since the Byzantine era, the Via Egnatia linked the cities on the Adriatic coast and Italy to the Balkan mainland and Constantinople. It led from Dyrrachio via Elbasan to Ohrid, Manastir, Edessa, Thessaloniki and Constantinople. The routes of tradesmen and caravans, whose focal point was the Balkans, connected Central Europe and Constantinople along four main roads, those of Moldavia, Wallachia, Thrace and Macedonia. Thessaloniki, Ohrid, Elbasan and Dyrrachio were the major stations along the so-called Macedonian Road, whose branches reached down to southern Greece. 8 Painters followed the same routes.
Recent studies by researchers from all Balkan countries but also significant inter-Balkan collaborations have brought to light a large number of painters and works hitherto unknown. These findings have broadened our knowledge of artistic itineraries in South-East Europe and enriched our understanding regarding the number of travelling painters.
Geographical proximity and close cultural relations influenced the painters' itineraries. Painters from Parga, Corfu and Crete arrived in the eighteenth century on the Dalmatian coast where Cretan painting, for instance, was highly esteemed already from the sixteenth and seventeenth centuries. 9 Painters also travelled by sea, and paintings were transferred from Crete and Corfu to Albania. 10 Most of the movements, however, took place via the mainland routes mentioned above. It is extremely interesting that out of the 130 known painters of the eighteenth century who came originally from Greek Epirus and Macedonia and who signed in Greek, more than half, that is 54%, travelled and worked throughout South-East Europe. The particular conditions and situation of each region affected the pace of these movements. As a consequence, 35% of painters from Greek territories worked in Romania, 35% in Albania, 20% in former Yugoslavia and just 10% in Bulgaria. 11 The attraction Romania exercised on painters resulted mainly from the relation between the principalities and the monasteries of Mount Athos. The latter was claimed to be "the most advanced school of religious painting in the Balkans". Let us refer briefly to a family of painters from Ioannina who settled in Moldavia. Georgios settled in Bacau in Moldavia from around 1670 to 1711, got married and had three sons, two of whom learnt the art of painting from their father. Georgios' brothers settled in Moldavia too. 12 The son of Dima, Theophilos, became a painter and a monk in the monastery of Poutna in approximately 1759. 13 The collaborations between painters, such as that between Michail of Thessaloniki and Georgios of Bucharest, are confirmed in some cases by the bilingual inscriptions on the paintings. 14 As far as other countries are concerned, the regions of the Archdiocese of Ohrid and Pe≠ as well as the financially booming communities of South Albania constituted areas of influence that attracted many painters. More particularly, the presence of educated painters in Albania is linked to the prelacy of the Archbishop of Ohrid Ioasaph, who originally came from Moschopolis. 15 With a view to restoring the bygone prestige of the archdiocese, he carried out significant work to the advantage of classical education. The channels of communication among the Prespa Lakes, Korytsa [Korcë] and Moschopolis made easier the movements of these groups of painters. Monastic centres in Ardenitsa and Elbasan, under the jurisdiction of the Archdiocese of Ohrid, appealed to Orthodox painters whose activities they supported. The dedicatory Greek inscriptions of their works reveal the active role and wealth of the guilds that flourished in Vythkouki, Korytsa and Moschopolis. The art of these painters, which is distinguished by its richness, splendour and inscriptions, reflected the desire of rulers, merchants and guilds to transfer the prosperity and success of their communities into the interior of the churches, which was also the case with the mansions of the eighteenth century.
The activity of these painters is exemplified by the following cases, all of which represent the common aesthetic that the Orthodox population of South-East Europe embraced.
The hieromonk Konstantinos, who usually signed ¯Â›Ú ∫ˆÓÛÙ·ÓÙ›ÓÔ˘ ÈÂÚÔ-ÌÔÓ¿¯Ô˘[the hand of Konstantinos hieromonk], seems to have specialised in portable icons, more than 50 of which have been found in Albania, west Macedonia (Kastoria, Veria), Mount Athos and the Archdiocese of Ohrid, dating between 1693 and 1726. 16 gives an idea of earlier depictions that were probably known by the painter of this icon (fig. 3 . Konstantinos, who is mentioned in the inscription together with Christos, 20 in a learned style as a colleague of the well-known painter David of Selenitza, 21 has been identified as Konstantinos the hieromonk, the painter of the icons under discussion. 22 Since Konstantinos worked in 1726 on the decoration of the church, which had been built in 1721, he must have also painted the two large icons of Sts George and Dimitrios at the same time. One can discern on the icons the painter's competence in composition and decoration, his great attention to detail, the use of bright colours and the creation of an atmosphere appropriate to the Christian saints' triumph. These elements were developed within the framework of luxury dictated by the Baroque climate, and of the freedom of expression allowed for by the open-mindedness and prosperity of the Orthodox inhabitants of this area.
The interest of the icon of St John Vladimir and scenes from his life resides mainly in that it not only offers an iconographic account of the life of a saint who is not widely known but also traces the creation of the composition to the context of the Archdiocese of Ohrid in the eighteenth century ( fig. 4 ). 23 The saint, who was the King of Dalmatia and son-in-law of Samuel, Tsar of the Bulgars, lived in the late tenth or early eleventh century ( † 1015) and was a contemporary of Sts Clement and Naum of Ohrid. He was distinguished by his great piety and was murdered by his wife's brother on his return from a victorious campaign against the Byzantine emperor. These details are derived from the three known services for him -two printed in Venice in 1690 26 Elbasan and Ardenitsa, from where the icon in question comes, belonged to the jurisdiction of the Archdiocese of Ohrid. The evolution of the iconography of the saint can be traced to portable icons, wall-paintings and engravings, mostly of the seventeenth and eighteenth centuries. 27 The engravings were important landmarks in the development of the iconography and probably served as the model for the present icon. The saint is depicted in two engravings by Isabella Piccini that adorned the saint's Akolouthia, published in 1690 in Venice. 28 The well-known Serb painter and engraver Christofor Zefarovi≠ also included a representation of the saint in the Stemmatographia (fig. 5 ), a Serbian book containing drawings and printed in Venice in 1741. He used the same representation a year later to illustrate the copperplate engraving with scenes of the saint's life, 29 printed with the financial support of wealthy Moschopolitans, which later circulated as an independent engraving. 30 In the present icon, from the church of the Virgin at Ardenitsa, the saint is shown in the large central representation, with the inscription A°IOC 31 In 1748, the same painter signed another icon in the monastery of Sts Peter and Vithkuk, 32 and in 1754-1755 he worked on the icons and wall-paintings of the monastery of St Marina at Llenge (Mokres). 33 His final known works -portable icons in the churches of St Peter at Kavaje and St Prokopios at Verdove -34 are dated to 1767. Several of his works are now in the Museum of Medieval Art at Korytsa. 35 As is clear from his script and inscriptions, Konstantinos was a literate painter who enjoyed authority and recognition in the Archdiocese of Ohrid. He presided over a very productive family painting workshop, which was active mainly in parts of Albania, the Archdiocese of Ohrid and Mount Athos from 1736 to the first decades of the nineteenth century. 36 Konstantinos collaborated with his brother, Athanasios, 37 and was then followed in the profession by his son Terpos 38 and the two sons of Athanasios, the "most learned" Naum (1780, 1783) 39 and the priest Efthymios (1792-1819). 40 The profession practised by the members of this family of "excellent, most learned and Orthodox painters", as they are called in the documents and the meticulous, calligraphic Greek inscriptions in their works, became their surname and is still born by their descendants in Korytsa. 41 Between 1736 and 1783 Konstantinos and his brother Athanasios executed the wall-painted decoration of about 15 monuments, mainly in Korytsa, Moschopolis, Vithkuk and on Mount Athos. They usually signed their work: ‰È· ¯ÂÈÚÒÓ ·˘Ù·‰¤ÏÊˆÓ ∫ˆÓÛÙ·ÓÙ›ÓÔ˘ Î·È ∞ı·Ó·Û›Ô˘ ÂÎ fiÏÂˆ˜ ∫ÔÚÈÙ˙¿˜[by the hand of the brothers Konstantinos and Athanasios from the town of Korytsa], as in the katholikon of the Philotheou monastery on Mount Athos in 1765. 42 The fact that they were invited in 1782, as "masters of the painter's art" and for the considerable fee of 8000 piastres, to undertake the wall-painted decoration of the katholikon and two chapels of the Xiropotamou monastery on Mount Athos, which was part of the iconographic programme of the learned Kaisarios Dapontes, bears witness to the recognition of their art and the fame they had acquired. 43 At the same time, between 1737 and 1785, Konstantinos signed a fairly large number of portable icons as ∫ˆÓÛÙ·ÓÙ›ÓÔ˜ ·Ú‚·Ó›ÙË˜ [Konstantinos the Albanian], as in icons of the skete of St Dimitrios in the Vatopedi monastery in 1742, and also as ‰È· ¯ÂÈÚfi˜ ∫ˆÓÛÙ·ÓÙ›ÓÔ˘ ·Ú‚·Ó›ÙÔ˘ ÂÎ fiÏÂ-˜ ∫ÔÚ˘ÙÛ¿˜[by the hand of Konstantinos the Albanian from the town of Korytsa], as in 1768 on the templon of the Docheiariou monastery on Mount Athos. 44 One can see in these icons, which usually adorned templa (sanctuary screens), the same facial types, worked meticulously though with a certain clumsiness in the rendering of frontal figures, and the severe, classical buildings in the rendering of the setting.
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The icon of the Virgin of the Unfading Rose from the Metropolitan church of the Zoodochos Pigi in Korytsa, dated to 1773, is also attributed to Konstantinos ( fig. 6 ). 45 The icon, which depicts a central subject surrounded by twelve representations distributed in five zones, recalls engravings that circulated widely in the eighteenth and nineteenth centuries. 46 In the centre, the Virgin, enthroned and holding the infant Christ, is wearing royal robes and a crown and is holding a sceptre. On her right-hand side, there are stylised roses, and with her left hand she restrains the infant Christ, who is also dressed in royal raiment, is wearing a crown and is holding a sceptre and a globe. The representation of the Virgin and Christ, crowned and wearing royal garments, and the heavy wooden Baroque throne, are often found in engravings. 47 At the centre of the lower part of the icon, there is an interesting representation accompanied by the inscription: 0I ∞°π√π ∂ ¶∆∞ƒπ£ª∏ [the Seven Saints]. These are the two brothers from Thessaloniki who enlightened the Slavs, Cyril and Methodius, and their five disciples. Cyril, Methodius and Clement are shown as prelates wearing richly decorated vestments. Cyril and Methodius' pupil, St Naum, founder of the eponymous monastery at Ohrid, a model of which he holds, is depicted wearing monk's clothes, and so are Sts Gorazd, Angelarios and Savvas. The earliest depiction of these saints can be found in the monastery of the Virgin at Slimica in the Prespa area and dates from 1612. 48 This iconographic type, with St Methodius in the centre holding a model of a church, as in the wall-painting of 1735 in the church of St Nicholas in the village of Draca Kragujevac, was formulated in the early 18th century in spiritual circles of Ohrid. 49 The painters of Korytsa also depicted the seven saints in a wall-painting in the Ardenitsa monastery ( fig. 7 ), and Terpos, the son of Konstantinos, used the same theme in a wall-painting in the monastery of Osios Naum at Ohrid in 1800. 50 Konstantinos, to whom the icon is attributed, had also undertaken to paint the 12 scenes of the Dodekaorton in the church of Zoodochos Pigi in Korytsa in 1770-71. 51 Konstantinos' son, Terpos, had a lifelong productive artistic activity in the Balkans, which culminated in the decoration, in 1806, of the church of Osios Naum in Ohrid with wall-paintings. The dedicatory inscription there reads as follows: "by the hand of Terpos painter, son of Konstantinos painter from Korytsa". 52 One can also reach interesting conclusions by exploring the activity of a family of painters from Grampovo in Albania from the middle of the eighteenth century to the early nineteenth century: Ioannis Tzetiris, his brother Georgios and his three sons. The course of Ioannis' personal and professional life was fascinating but also characteristic of that of a painter at the end of the eighteenth century in the Balkans. Setting out from Grampovo in 1736, he travelled to Hungary and later to Russia to "learn the art of painting"; in 1750 he went to Bucharest and subsequently, in 1754, to Bodgania "in order to work"; in 1755 he returned to his country "to get married" and in 1761 he travelled from Moschopolis to Wallachia. Between 1754 and 1812, he executed at least 15 mural programmes and icons primarily in the area of the former metropolis of Srmski Karlovtsi, which covered what is today northern Yugoslavia, western Bulgaria, Romania and southern Hungary. 53 Furthermore, icons painted by him have been found in Fier. 54 It is of great significance that our knowledge of his life comes from his personal notes written in Greek in a reflection on the art of painting. In the same book, he documented the turning points of his life from 1736 to 1787. 55 Recent research has broadened our knowledge about the work of the famous painters Michail Anagnostis from Samarina in Epirus and his son Dimitrios. They worked in Greece, more specifically in Samarina and Kalambaka, 56 but also in many churches in Albania and former Yugoslavia ( fig. 8 ). 57 Their extensive output included wall-paintings and icons, which they signed usually in Greek and rarely in Slavic, as is the case with the icons of the new iconostasis of the monastery of St John Prodromos in Bigor, between 1831 and 1835. 58 Among other monuments, Michail painted the cathedral of Elbasan in 1828 and the monastery of Treskavets in 1849. He also worked in Manastir in 1826, in the monastery of Bigorski in 1829 and in Podvis in 1834. 59 Two large icons in Fier 60 and Kitchevo, 61 painted by his son Dimitrios, are now in Albania and former Yugoslavia.
Although the religious painting of this era relied to a great extent on the Byzantine technique, it was simultaneously open to influences from the West. The use of Western engravings had a profound impact on works by Orthodox painters, while Baroque and Rococo aesthetics also appealed to the sensibilities of the Orthodox population and influenced both ecclesiastical and secular art as far as decoration is concerned. Its wide dissemination throughout the empire is an explicit indication of its origination in a metropolis such as Constantinople. It is also linked to the choices of Ottoman rulers. Achmet III (reg. 1703-1730), for instance, encouraged, at the beginning of the eighteenth century, the introduction of Western techniques and Baroque art into the empire. 62 The great number of paintings, the exploration of the itineraries of Orthodox painters throughout the Balkan area of the Ottoman Empire and the shared aesthetics of these works reveal the development of a common painting language among the Orthodox population of South-East Europe in the eighteenth century, just before the formation of the nation-states. The recognition of the Greek painters' authority and the influence of Western engravings and Baroque art were the most significant factors that led to the emergence of a common aesthetic before the fall of the Ottoman Empire. 32 
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